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Mazrting and Hinging of Works of Art on Paper is a comprehensive review of some
conservation techniques used at the Library of Congress and elsewhere and is intended
to serve as a standard reference tool in the field. It is directed to practicing paper
conservators, custodians, and curators in libraries and archives who wish to utilize the
latest methods for matting and hinging important works of art on paper.

The preservation of library materials has long been a major concern not only of the
Library of Congress but of rescarch libraries across the nation, and, indeed, throughout
the world. To meet the need for coordination of preservation efforts within the United
States, the Library of Congress established the National Preservation Program Office in
1977.

One important function of the office is to communicate to the rest of the library and
archival community important preservation information developed by those who work
on the Library’s own collections. Marning and Hinging of Works of Art on Paper is the
second in a series of publications to be produced under the auspices of our National
Preservation Program as$ a continuing contribution to a cooperative national
preservation effort.

PuTer (G. SPARKS
Chief, Preservation Office
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Library of Congress has in 113 collections well over
wee hundred thousand drawings, prints, mag
and photographs for which the favored storage and handling
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arrangement is the mat. These collections present the full
range of problems concerning protection and support that a
mat must solve before the onginal work can be safely
housed and served to the public in one of the Library’s
reading rooms. The mat for an oversize print by the
American artist Jim Dine is constructed from far different
materials and very different techniques are used than for a
much smaller print by Mary Cassatt. Because it is drawn on
vellum, a rare manuscript map of European trade routes
requires a different form of mat structure and hinging
technique from a similar map done on paper, although when
exhibited both mats would appear to be much the same.
Within some individual collections, relatively disparate
forms of original works must be stored together for
historical or artistic reasons. Thus Alfred Stieglitz’s The
Steerage, a gravure mounted on board, must be housed with
other photographs that are printed on much lighter weight
paper without the gravure’s brittle mount board causing or
recetving damage. Within the Library of Congress. mats not
only provide protection and support; they also impose a
standard size and format upon a wide range of materials,
provide a safe. yet intimately connected surface for
annotation, and present works n a traditional and aesthetic

, MANUSCripts,

The conservation community has lo

for materials of archival quality, and d
years some mat board manufacturers have ratsed the quality
of their products to meet this need. Therefore, it is now
possible to purchase fade-resistant mat board that is made
from cotton or highly purified wood pulps which have been
treated with alkaline salts to increase their resistance to acid
deterioration. The terms acid-free rag board and
musenm-quality rag board are familiar to users of this
material. Traditionally. the term rag referred to papers and
boards made from linen rags. To our knowledge, all rag
board and rag paper manufactured at the present time are
made from cotton. The qualifiers acid-free and
museum-quality are general, and do not necessarily mean
that the material is top quality. For example, so-called
acid-free mat board may be a product with an actual pH of
between 6 and 7. If there are no residual alkaline salts in the
board, it will become increasingly acidic in due course.
Therefore, if the purchaser desires archival-quality mat
board, he should specify that it be loaded at the pulp stage
with an alkaline earth carbonate such as calcium carbonate.
Such boards will usually have a pH of about 8.5, and an
alkaline reserve of approximately | to 3 percent.

Since the mat may lie in direct contact with the art work,
only those materials that are manufactured and tested to
archival standards are acceptable for use in its construction.
The following specifications will indicate to a manufacturer
what the purchaser means by archival quality. These
specifications are currently used by the Library of Congress
Preservation Office staff when ordering mat board. In the
future, we hope to add other manufacturers’ specifications,
including, for instance, those that define standards for
dimensional stability and fiber density. To date, boards
made from 100-percent cotton rag or from highly refined
wood cellulose that is lignin free are the only ones that meet
our requirements.



1. Alkalinity

2. Fading Resistance

3, Defects

Must contain a total alkalinity,
expressed as a percentage of
caletum carbonate (CaCO-), of
I to 3 percent.

Shail not change more than five
points of brightness, measured
by TAPPI brightness method
1452-0s8-77, when exposed
thirty-six hours in a
standardized Atlas Fadeometer
with carbon arc.

All boards must be free of bent
corners, delamination of plys,
specks, foreign matter (such as
dust, dirt, or insects), and
scarring or incising of the
board surface.

This publication does not cover all forms and variations of
matting and hinging. The designs and methods of
construction presented are those currently used in the
Restoration Office and are an outgrowth of its “Conservation
Workshop Notes on Evolving Procedures” series which was
prepared by its staff as instructional material for new
members and for seminars provided for outside groups.

Az new information and techniques evolve, it is our
intention to revise this publication, which is designed to
provide current and useful data to the serious conservator.

The text was prepared by Marian Dirda, Heather Wanser,
Barbara Gould, Norvell Jones, Shirley Riddick, Merrily A.
Smith, and Theodore Stanley of the Restoration Office.
Helpful contributions came from Anne F. Clapp, Katherine
Eirk, Gary L. Frost, Mary Todd Glaser, Herbert Hanna,
Antoinette King, Janet E. Ruggles, and Marilyn Weidner.

wil



The standard mat is made from two pieces of mat board of

the same size, hinged together along one edge. It consists of

a backboard to which the art work is hinged and a front, or
window. board in which an opening is cut to display the art
work (Figure 1), The grain (machine direction) of the board
should run parallel to the longer dimension of each piece.
The most aesthetically pleasing mat size should be chosen,
However, standard mat sizes are often established for large
lections to simplify storage and display. The dimensions
these mats are usually dependent upon the sizes of
commercially available drawers and print storage boxes.
Boxes can also be made to order, as they are for the Library
of Congress. Standard mat sizes used at the Library are 14
by 18 inches, 20 by 24 inches, 22 by 28 inches, and 28 by
40 inches.

The most aesthetically pleasing dimensions should also be
chosen for the window opening. The only rule 15 that one
should not cover any part of the image or printing plate
mark. Many art works have blank paper borders. A window
mat that overlaps these borders will restrain the art work,
thus providing a more secure housing. However, as in the
case of an art work with an image that extends all the way
to the edges of the paper. it is sometimes desirable w cut
the window large enough for the entire art work to “float” in
it with all its edges exposed.

Whether or not the art work floats in the window opening,
the window board must be thick enough to ensure that the
art work does not touch the glass or acrylic sheet, if and
when it is framed. Contact between the art work and glazing
can result in ferrotyping at the point of contact, or in

Window Board

Window Opening

Figure 1 Standard mat
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surface-—such as g
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can be cut at ;
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> and the cutout removed,

vel that rests against the art work \%&éﬁiiz
vith a bone folder

- to prevent p
damage.

When the window opening is comple
;zs“;d window board are hinged w

-inch wide gummed cloth tape. T 3
Eos‘;;. one of the longer sides, paralle! to the grain, bec
a hinge in that location produces the sturdiest a{;‘zz'*?uz‘c, Ifa
mat is wider than it 18 high, it is hinged along the upper
edge: if 1t is higher than it is wide, it is hinged along the left

edge so it opens from right to left like the cover of a book.
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Hinging the Art Work

The art work is hinged into the completed mat with
handmade Japanese paper and cocked rice or wheat starch
paste. both of which are nondamaging materials (Figure 2).
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not suited for that purpose because they are
enot wh for even the lightest ;;apx{a Gummed %\m?? >F h{%m
inges because fhaa are 0o

d 1o hinge art works |

P gféi“*’
strong and inth Q%ﬂ%{:* and hgxc sharp.
tges that could injure brittle or :i:z:um mgwf«
suld stain the art work, Presently
pressure-sensitive i“pg\ are totally unaccepts
nts, white synthetic gﬁiiiﬁ‘s‘, an
ssidues and

d spray
tains

as are rubber cer
adhesives, ihi‘:’s’é z;ztziﬁtrzai leave ugly re
that in time become difficult or impossibl
shortly after application, they can only be removed safely
with organic solvents by a procedure that requires
equipment and skills. The material most favore
an adhesive for hinging is cocked starch
versible and

e to remove. Even

specialized
by conservators as
paste. If properly applied,
nondamaging

There are many variables to consider in the process of

it should be

hinging, and decisions regarding the number and type of
hinges required for a specific art work are governed by two
basic rules: first, one should use as few hinges as possible.,
while still providing the requisite support for the art work:

second, the stiffness of the hinge should never exceed that

of the paper to which it is applied.

The exact size and number of hinges, their location on a
particular art work, and the weight of the paper from which
they are made are governed by the size, weight, condition.
and anticipated use of the art work. Consider the
hypothetical case of an art work in the Library of Congress

Figure 2 Hinged work of art
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T-Hinge (Hanger)

The T-hinge. also known as T-h
commonly used at the Library of Congress to attach paper
art works into mats. It is the hinge that would have been
applied to the hypothetical picture described above. Each
T-hinge consists of two rectangles of Japanese paper. one
larger than the other, They are put together in such a way
that the larger rectangle overlaps part of the smaller,
creating a T shape (Figure 3}, This hinge s very
is routinely applied to those art works whose Ld‘:cs will be
ered by the window board of a mat.

To construct a T-hinge. select a Japanese handmade paper
of the weight and color desired. First prepare the smaller
rectangle or tab that is to be attached to the art work. This
paper forms the stem of the T. The edges of this paper tab
should not be cut with scissors. Tearing, or “feathering.” so
that the long fibers are left extending out along the edges is
usually preferred, and is essential for use on thin or brittle
art works that could be damaged by the relatively sharp edge
of a cut tab. Feathered edges are unnecessary on the larger
rectangle of paper that forms the crosspiece of the T. snce
this part of the hinge does not touch the art work.

There are several techniques for preparing hinge tabs with
feathered edges, each of which begins with placing
cork-backed stainless steel or wooden straizht edge on the
Japanese paper parallel to the grain direction (Figure 4).
When the straight edge is in position. (a) simply tear the

fip:mc«c tissue against the straight edge: or ¢ N score lightly
along the straight edge with a dissecting needle. then tear
the paper along the scored line: or (¢) draw a dfm line of
water along the straight edge with a small ruling pen or
brush, run a bone folder over it to better define the point of
ntly apart along the

wods, the third (¢}

anger, is the hinge most

s strong and

separation, then tea the paper ge

pes

=

water-weakened line. Of these m
produces edges wazh the longest n%*f:rs
The feathered tabs are then covered

hat has been thinned with water to the consistency of

d with cooked starch

Figure 3 T-hinge

cream and attached 1o the art work. Many of the difficulties
that are encountered in the use of starch pasie are due 10
poor control of the high moisture content 1o this adi hesive
Care must be taken in applying as well as drying the
paste. Too much moisture in the paste will cockle or stain
the art work. Excessive paste on the hinge tab will pull or
pucker the surrounding paper as it dries. Later, when the
paste has dried, it could also cause a stiffness in the area of
the hinge that might result in the splitting or tearing of the
surrounding, weaker paper.

One procedure for securing an art work in a mat with
T-hinges follows:

f. Place the art work face down on a smooth, flat, clean
surface.

2. Lay the smaller hinge tabs (stems) part way over each
other on a smooth blotter so that a portion of the fong
side of each tab, not to exceed one half. 1s exposed.

Cover the top tab with waste paper so the sume amount

is exposed as on the other tabs. When determining the

portion of the stem tab that is to be pasted. remember
that each stem 1ab should overlap the edge of the artifact
only enough to gnsure that the attachment will be
sufficiently strong to support the art work securely as it

hangs in the mat. Apply the paste to the tabs with 4

small brush and even strokes from the center o the

edges. When the paste is first brushed on. the \i&igx of

the hinges glisten. The disuppearance of this glis 1
indicates that excess moisture has been absorbed by the
undertving blotter and the h

on the art work.

inges are ready 1o be placed



Figure 4 Feathering techniques

Place the pasted stem tubs onto the back of the art work
at selected points wlong the top edge.

T'o ensure a strong bond. gentdy rub the damp hinge
though a picce of silicone release puper. I desired.
enclose the hinge in a sandwich of smooth polyester web
and blotters, and cover with s prece of ngid aervhe and o
lght weight, Exercise caution when weighting a hinge on
lightweight paper. This kind of paper ¢xpunds readily in
the presence of the shightest moisure. and creases can
rosult i weights are used. Cockling twrinkling) can also
develop 1f moisture 1s allowed o build up in the bloters.
To avord this ditticalty. change the blotters Treguentin

When the hinge tabs are dry. place the art work on the
hackboard with the image correctly positioned in the
window opening. Hold it in place with one or two light
weights. cushioned by blotters.

Apply paste to the entire surface of cach of the second.
larger tabs (crosspieces) ot Japanese paper. With tingers
or forceps. place them over the free cnds of the stem tubs
in order to stick them down to the backbourd. thereby
forming the T shape from which this hanger construction
derives its name. Weight caretully, it desired. The
crasspiece tubs should be centered over the stem tabs
laterally. at a distance from the top edye of the art work



that is equal to or slightly greater than the thickness of
the art work. The crosspiece tabs are correctly placed if
{ay the art work is free to flex on its hinges so that the
erso is accessible for examination. and (b the object is
eld in the mat securely enough that it will not shift it
the frame is jarred. The stem tabs attached o the art
work are never pasted directly onto the backboard, They
are therefore able to move shightly as the art work
expands and contracts in response to fluctuations i the
environment, and thus reduce the stress that 15 placed on
the art work.

Close the window board when the hinges are thoroughly
ary.

e

V-Hinge

When an art work is to be floated in the window opening so
that ail edges are exposed, V-hinges are used to secure it
into the mat. The V-hinge consists of a single rectangle of
Japanese paper that is folded back on itself lengthwise, then
attached to the art work and mat so that it is invisible from
the front (Figure 31. The structure of the V-hinge is much
weaker than that of the T-hinge. To compensate for this
weakness, the hinges are reinforced with a crosspiece on the
backboard similar to that employed in the T»hinge

To construct a V-hinge, first select a handmade Japanese
paper of the weight and color desired. then determine what
e hinge is needed and prepare several rectangular tabs
feathered edges (see page 4 for feathering techniques).
description of one of many possible methods of
attaching art works into a mat with V-hinges follows (Figure
63, This method is only appropriate for art works whose top
edge is straight.

1. Position the art work as desired in the window opening
of a completed and closed mat. Hold it in place with one
or two light weights, cushioned by blotters.

2. Open the mat. With a peﬁcif lightly mark on the
backboard the exact position of the upper corners of the
art work.

3. Turn the art work over on an imaginary axis along its top
edge, and place it face down so that the two upper

corners are above the penciled marks, Weight ot hghtly in
this position, making sure that the weights rest entively

on the backboard. If they were to overlap the
backboard’s upper edge. the pressure could create a
crease in the art work,

4. Gently lift the comers of the art work and erase the
pcﬂcil marks.

5. Place hinge tabs on a smooth blotter and cover the entire
surface of each hinge with paste.

6. Position the pasted hinge tabs on the back of the art work
at selected points along the top edge. Make allowances

for the reinforcing crosspieces by locating the binge tabs

ar enough in from the outside edges of the art. A

Oblect Verso

e HliNGE Tab

el Cr58pNECE Tab

Bac

Figure 5 V-hinge

kboard

portion of the pasted hinge tab, not to exceed one half,

should be attached to the back of the art work, and the

remainder should be attached to the backboard. To
ensure a strong bond, gently rub the damp hinge through

a piece of silicone release papcr.

Immediately apply paste to the entire surface of each

crosspiece tab. With fingers or forceps place a

crosspiece over that portion of the hinge tab that
attached to the backboard. Center a crosspiece m{w,zii}f
over each hinge, with the top edge a fraction from the
edge of the art work. The crosspieces should not show
when the art work is viewed from the front.

%. Cover the reinforced hinges with polyvester webbing (to
prevent sticking) and blotters, and weight carefully unti
dry.

9. When the hinges are thoroughly dry, turn the picture
right side up, so that it hangs from the hinges. and close
the window board of the mat.

.

The procedure described above tor constructing V-hinges

cannot be used if the art work that is to be secured in the

mat has an irregular or curved top edge. In that case. the

following method is suggested:

1. Place the art work face down on a smooth flat surfa

Plac :m hinge tabs on a smooth blotter and paste tmm
up as described for the T-hinge (Step 2.
3. Position the hinge tab on the art work so that the line of
paste is a fraction lower than the p edge of the paper.
When dry. the hinge will be folded along this line. The
told line must be close enough to the edge of the arnt
work so that the art work can be easily lifted for
examination of the verso, but not so close that the edge
of the hinge 1 visible from the front. Make

v

allowances
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Figure 8§ Attaching a V-hinge
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side edge of the art work or w ide enough to extend

Ome method for constructing a

two-ply insert follows:

under the top third of the art work. Reposition the
weights to hold it in place. Fold the pasted hinges I Construct a standard mat from two pieces of four-ply mat

around the polvester. For better adhesion to the

Weight carefully until dry. i d i

through a sheet of release paper with a bone folder.

board,

wkboard, press lightly from the front of the art work 2. Cut a piece of two-ply mat board that extends | inch

in of the

bevond the perimeter of the art work. The gra
hoard should run parallel to the fong side of the mat.

i
Attach the art work to the two-ply mat board with
Pis

1. When the hinges on the backboard are dry. reinforce 3.

them with the Japanese paper crosspieces. Apply pasie Japanese paper T-hinges (hangers) of Vohinges, The
to the entire surface of each reinforcing t b Lt the choice of hinges depe on whether or not the art work
bottom edge of the art work and place the pasted is to be floated in i?éfi window ope %!y

osspiece tabs over the portion of 1%16 Y.hinges that is 4 Place the insert in the closed mat so that the image
gzthzd*s:si 1 the board. Center a crossp ' focated as desired in the window ope it ézz
cach hinge, with one edge butted into the JMJ“ of the place with one or two light weights, cushioned by
V. Place the crosspieces so that they do not show when blotters.
the art work is viewed from the front. To prevent 5. Open the window board.
sticking, slip a strip of polyester webbing or film 6. Attach the two-ply insert to the backboard of the mat
between the art work and the tabs as described n with as many gazms;;cé cloth T-hinges as are necessary 1o
Step 9. hold it securely in place. For each hinge, cut two pieces

Two-Ply insert

The two-ply insert e:em\‘;\‘f% of a pmu of iaémg}
hat is shig
f-inch wide whzie gmm’z’zfd cloth
backboard of a standard mat (Figure

240

changed. Instead. the insert itself can be m*zzx,;wai and
reattached to another mat without disturbing
Thus. unnecessary wear and tea amzzg' the up gm e
art work from repeated applicat
can be avoided. In addition. since hinge removal is time

Do not close the window board until
thoroughly dry.

ching frequently exhibited or particularly delicate art
o an insert eliminates the need to ¢
1 the art work and apply new ones every 1

sasuming for the conservator, the cost of rematting can be
cduced. clear, uncoated polvester film for ship sheets |

of I-inch wide white gummed cloth tape, one piece
iwmm long (stem tab) and the other 2 inches fong

;msgima taby. Wet the adhesive
sive Sde {3;} under the ng*g}c ge of the

the crosspiece:

= on the stem b and

t zi VEISO @i the mnsert, Wet {

crosspiece tab and place it %i?a\i e m%g down, across

tape hmga to the the upper &5‘&&{?%%(}& of the stem tab. Rub it down fimly
and allow it o air dry. Repeat this procedure for each

hinge.

. The practice of

TIOY

ve old %2*%“”5.\

the mat 18

Slip Sheets

the art work.

] If the matted art work is not to be framed immediately, a
smooth and archivally permanent slip sheet should be
inserted under the window mat to protect the art work from

dirt and abrasion. The Library of Congress gsfmm iy uses
L

ion and removal of hin

cause it is
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Figure 7 Two-ply insert




strong and Hexible, and offers a type of protection !%mf 1%
~onsistent with reader use. It is one of the most stable and
ert of the many different kinds of films now av &zf&ﬁlf. and
s the one least subject to manufacturing variations. It s
available in rolls that vary from 25 o 14.0 mils in

and up to 120 inches in width. Any polyes
{ come izz ontact ‘»ME%“} p“ixg. art works must E‘}i: ﬁ%

zm W

and must conain no plasticizers, aﬁiia» wolet (UV) inhibitors,
ats. It must be guaranteed to be nonyellowing a
ambient temperatures with natural aging, dimensionally
stable, and resistant to moisture, abrasion, and most
chemicals. Further, its quality must match that of Mylar
Types D, A, or 8; Melinex, Type 516; Scotchpar Industrial
Grade Polyester Film: or the equivalent of any of these.

(T»’”

or absorben

Finally, it must meet U.S. government specifications
L-P-006708(2) and L-P-377B.
The transparency of polvester Hlm eliminates the need for

scholar to open the mat for anyvthing except critical
examination of the art work, and its strength prevents
damage to the art work even when sharp or rough objects
are urgg ed across the window opening. These qualities
make polyester film slip sheets the logical choice for
protecting zh‘v majority of graphic art works at the Library of
Congress. Institutions whose collections are less frequently
used and who do not require a transparent protective sheet

v prefer slip sheets made from some other stable

material. Before the adoption of uncoated polvester film, the
Library's slip sheets were made from cellulose acetate. This
material is chemically less stable than polvester film and its
use for slip sheets was abandoned by the Library in 1972
when it was found to cockle and tear easily with the passage
of time.

Polyester filin ship sheets should not be placec
art work executed in fragile or friable media, including
unfixed pastels, charcoals, or pencil drawings, because it has
an electrostatic property that can 1ift the pigments off the
p;}pez The static pull of the plastic also tends to draw

lightweight papers away from the backboard as the mat is
opened, which can damage thin or delicate supports such as

fapagese tissue. In sifuations where polyester Gilm slip sheets
are unsuitable, ¢ ilicone release paper,
buffered tissue paper, or acid-free glassine are usually
substituted. These materials are thought to be nondamaging,

wough no extensive tests have been conducted at the Library
of Congress to determine their suitability for slip sheets.

Unlike glass, polyester film 1s not totally impervious to
water and gases. Because of its smoothness and relative
resistence to meisture, however, some conservators worry
it and the surface of a paper art work

could result in effects similar to those observed with glass.
Specitically, the concern exists that in certain environments
condensation could occur, which would encourage the
subsequent development of mold growth. Also, ferrotyping.

against any

refully selected si

th

hat contact between

the development of shiny areas, could occur on art works
with fragile or hygroscopic surfaces, such as photographs or
water colors. However, i the seven vears that polvester film
slip sheets have been used for art works in the controlled
chmatic conditions of the Library of Congress, no
moisture-related damage has been observed. No definitive
cearch has been conducted on the suitability of polyester
film slip sheets in mats that are (o be stored i an
environment that is not air-conditioned, and where extremes
of heat and hwmidity prevail.

Te prevent the polvester film from shifting inside the
mat and possibly damaging the art work, it should be
attached to the verso of the window board. The Library of
Congress uses Scotch Brand Double-coated Tape No.
415 for this purpose. This tape 1s one of many kinds of
pressure-sensitive, double-coated adhesive tapes that the
Library has investigated. It was selected because it met
handiing requirements and was found to remain remarkably
stable during accelerated aging studies. The tape consists of
2 0.5 mil polyester film that is coated on both sides with an
acrylic resin. When used o join sheets of polyester ilm, it
is not subject to either cold How or bleeding at tcmpaf;ﬁmax
as high as 520°F (the melting point of polyvester film). After
exposure for over sixty days to accelerated aging mmiztw
of 90°C and 50 percent r.h., the tape remained flexible and
retained much of its original adhesive tack. Similar results
were obtained when the tape was aged over sixty days in a
dry oven at 1G6°C
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" In both cases, slight darkening of the
adhesive was observed. although this discoloration was less
than had been anticipated. No other pressure-sensitive tape
should be used for constructing the polyester sling unless it
can be proven to have the same archival qualities as SC(,}{!;'”
B a d Double-coated Tape No. 415,

ne procedure for attaching the slip sheet follows:

Cut a sheet of two- or three-mil clear polvester film that
is shightly smaller than the outer dimensions of the
window board.

2. Apply a strip of 3M swuh Brand Double-coated Tape

No. 413 along each of of the Alm,

placing it Y4 inch away from the edges. Do not remove

the brown protective paper from the tape.

Open the mat. Center the sheet of polyester film, tape

side down. on the verse of the window board. Rub it

lightly with a cloth until 1t clings in place.

4. Liit one side of the film and strip the protective paper
from the adhesive. Drop the plastic, with the exposed
tape. onto the window board and rub along the tape with
the cloth for maximum adhesion.

5. Lift the opposite side of the polvester film and again

remove the protective paper from the double-coated tape

Keeping the film in the air. pull it smooth and wut. then

lower it onto the window board. Rub wlong the tape with

the cloth.

the shorter sides
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Standard Mat with Wrapper One method for constructing a 14- by 18-inch standard
mat with wrapper follows (Figure 9).

1. Cut three pieces of mat board the same size. Four-ply
board provides the requisite protection for most art
works, although large art works may require thicker
boards. The window board must be thick enough to
ensure that the wrapper does not touch the surface of
the art work. Two-ply board is too flimsy to be used for

Unframed art work with fragile design layers, such as
‘harcoals or unfixed pastels, require protection from dirt and
-asion but cannot tolerate contact with any type of

tective slip sheet. A board that is hinged to the
backboard and covers the window board of a standard mat
avoids direct contact with the art work while still protecting

it from dust and damage. This cover is called a wrapper
this mat structure.
Cut an opening in the window board. The art work may

hoard because it can be swung out of sight behind the
backboard when the ark work is framed for exhibition 2
(Figure 8.) Since it is sturdier than polyester film or paper, float in the opening, or its edges may be covered.
3. Hinge the window board and backboard together with
white 1-inch gummed cloth tape. as for the standard

the wrapper deflects scratches and protects an art work from
punctures better than slip sheets can. In addition, it helps
keep the window board of the mat clean. mat.
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Figure 8 Standard mat with wrapper
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